Rather than inscribe the city into its historical and geographical "real," as Schlogel urges, as a means of countering the literary "real" of a topos, I turn to Italo Calvino's Invisible Cities, a pivotal text about the interplay between city spaces and poetic spaces, in order to explore the contours of Czernowitz as city, text, place, and nonplace. Drawing on Calvino, I situate Czernowitz as a "non-place" that embodies the "redundant," because it repeats itself and, in the repetition, creates the echo of memory so that "the city can begin to exist" (Calvino 19) . It is the repetition of the trope, the memory, and the idea of Czernowitz in contemporary German-Jewish discourse about loss and mourning, and particularly in Rose Auslander's poetry that is the focus here.
Thus my point of departure is a provocation: namely, that Czernowitz has emerged in popular and literary discourse about vanished Jewish life in the former Habsburg lands as an "invisible" city. Like Calvino's exploration of the imaginary spaces of the city, Czernowitz comes into being within a textuality that has shaped and constructed its meaning in the years since 1945-1989. It is a city that, as is the case with the cities in Calvino's text, exists in the imaginary, as a repetition of signs. To see Czernowitz as part of a system of signs is not to argue that it is solely imaginary, since it did, of course, truly exist-as the capital of the Bukowina and the city revered as both the "Paris of the east" and "little Vienna:' the city in the Bukowina with the largest Jewish population before the war, and the renowned site of the first and most significant congress on Yiddish, in 1908.4 And it still exists; one can, with whatever difficulty, go there, even if the there is now part of Ukraine and not Romania or the former Habsburg Empire.
Axiomatic for a remembrance of east Central European spaces as the "Atlantis" of eastern European Jewish experience, Czernowitz has become an "idealized cipher for the absence that lies at the heart of the fervor of memorialization of past Jewish life," as Winfried Menninghaus has recently noted (348) . Menninghaus' critique is of the renewed nostalgia for Czernowitz, in which the city is celebrated as a multilingual, multicultural land of "books and thinkers," as both Paul Celan and Rose Auslander famously characterized it. Arguing that Czernowitz thus serves as a German fantasy of an imagined Hapsburg past, Menninghaus calls attention to the ways 2 Studies in 20th & 21st Century Literature, Vol. 31, Iss. 1 [2007] , Art. 9 https://newprairiepress.org/sttcl/vol31/iss1/9 DOI: 10.4148/2334-4415.1649 in which nostalgia for the golden age of Czernowitz demands at the same time a repression of the memory of the pernicious anti-Semitism in the Bukowina that flourished, and continues to spread today (345) .5
The repetition of Czernowitz within contemporary discourse about the absence of Jewishness in east Central Europe does more than simply recall another, more glorious historical era. The panegyric to Czernowitz is part of the project of commemoration in the post-Holocaust landscape of Europe, in which Czernowitz is revived as a center of humanism and, more significantly, German Kultur. Parallel The act of seeking the dead friend in the unconscious world of dreams is enacted in the eternal present, in a time that the poet, at the start of the poem, describes as "these hard days" in which "the anemones shine in vain:' This joining of the elegiac impulse to remember the dead friend with the recognition of the pain of writing has come down, of course, from Virgil through Milton, Spenser, Shakespeare, Shelley, and Tennyson and, more recently, Derrida's collection of writings for friends who have died, in which nearly every essay begins with a reflection on the sheer difficulty of writing about, or for, the dead friend. Similarly, the poem "Age" links poetry and loss by suggesting the futility of writing, the purposelessness of rendering mourning, grief, and melancholy into text, as the poetic "I" seeks the dead friend again and again in a timeless unconscious. Like many of Auslander's most evocative poems, this one challenges the viability of writing and the acts of mourning and creating text. The poet's assertion that "Writing / hurts" could, in fact, serve as a coda for the entire oeuvre, a coda that is met, at the same time, with a nearly constant, perhaps even obsessive, need to confront this pain that ensues from the attempts at, and often the failures of, mourning and grief. The recognition of the intimate link between loss and the pain of writing constitutes the rupture of writing.
This link between writing and loss is also clear in Auslander's textual re-creations of Czernowitz and the Bukowina. In order to move away from an elegiac critical response to the elegiac mode of Auslander's Czernowitz poems, I draw on the work of Marc Auge to conceptualize Czernowitz as "non-place," situating the former Habsburg "Jewish" city as a textualized space that exists apart from the historical, "anthropological" narratives that have created its status as "idealized cipher." Auge locates as the "real [sic] non-places of supermodernity" those marked by the "invasion of space by text," spaces such as the supermarket, the highway, and the airport lounge, in which words and texts dominate-"No smoking"; "You are now entering the Beaujolais region"-as their "instructions for use" (96). Auge defines the "non-place" as situated in "supermodernity," spaces that are neither "anthropological" (e.g., places of identity and social relations) nor historically situated, but instead places of solitude, "lieux de memoires," where the traveler exists outside of relations and identity (78) . While Auge's analysis of the "non-place" does not address the Jewish spaces of east Central Europe, his attempt to think about "place" as distinct from its historical, or "anthropological," layers becomes an interesting way of conceptualizing the discourses about Czernowitz. For Auge the "non-place" comes into existence through the interplay between place and text; similarly Czernowitz, as cipher for debates about Jewishness in Eastern Europe, takes on the status of a non-place. Furthermore, the relationship between text and place that marks Auge's conception of supermodernity and the non-place is central to the project of "translating Czernowitz." Variously approached in terms of language, style and aesthetics, conceptual art and performance, or cultural contact and politics, "translation" both enables and complicates notions of language, culture, and text. First, to "translate Czernowitz" is to locate Czernowitz as textualized space-not to conceptualize it solely as geographical or historical place, but as the "non-place" identified by Auge. Second, to "translate Czernowitz" is to be concerned with the act of moving between interior poetic spaces and geographical spaces of dispersion, with the tension between poetic utterance and assertion and negation of place, and the relationship between sound and echo. In other words, the task is to "translate" paradigms of diaspora thought into a poetics of diaspora, seeing in the interplay between the once "Jewish" city of Czernowitz and the vanished traces of this Jewishness not a nostalgic or elegiac recuperation of loss, but rather the forever provisional, indeterminate nature of "Jewish" text that exists as part of a system of translation that carries the echoes, dispersed, of previous texts.
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Thus the task of "translating Czernowitz" is one that participates, inescapably, in the project of writing and thinking elegiacally: literary translation is elegiac in that the struggle between copy and original contains within it the search (and the lament) for the irretrievable original. Furthermore, translatability in the larger sense depends on a notion of legibility, a reading of texts that either forges from the illegible and indeterminate a more rooted and legible "copy" or grapples with the illegibility of both copy and original.
These questions about textuality, translation, repetition, and legibility are especially salient in the work of Rose Auslander. On the surface her poems seem eminently accessible and citable, often reducible-and for this reason popular-to epigram-like statements that would seem to capture the "experience" of Jews in east Central Europe before and during the war, thus contrasting starkly with the tantalizing obscurity of Celan.Yet present in these poems is also a stuttering, a repetition, an echo of her own previous poems. Furthermore, since she translated some of them back and forth between German and English, the question of "original" language arises; the repetitions, translations, and re-translations of her own poems call to mind Walter Benjamin's reflections on the unstable relationship between original and translation and, perhaps even more, his proclamation in the Arcades Project that "the text is the thunder that continues to roll" (Gesammelte Schriften 5:570). Translation is a form of poetic repetition-"the thunder that continues to roll"-recreating in the various languages iterations of the once-original and thus evoking the absence and loss of the "first" text. Similarly, the different modes of repetition in Auslander's poetry lead to the fundamental paradox that defines her oeuvre: the poet reflects, over and over again-she wrote more than 2600 poems-on the central dilemma regarding silence, language, and writing after Auschwitz. She creates new iterations and "translations" of the poet's role, generating an echo of her poems and translations and creating the "more exalted language" Benjamin identified as the mark of the translated text (Il- Nachlass) contains changes that are important for the subsequent publication of the poem in German (found in her Gesammelte Werke 4:77) . While the first version continues after the first line, "When I hang my blue/ white scarf toward east, / Jerusalem comes to me," the third line in the second version becomes "Jersusalem swings to me." The verb "swings" is more elusive than "comes," suggesting that Jerusalem is also in the air, ethereal, not fixed or static. A dialogic relation-
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Studies in 20th & 21st Century Literature, Vol. 31, Iss. 1 [2007] , Art. 9 https://newprairiepress.org/sttcl/vol31/iss1/9 DOI: 10.4148/2334-4415.1649 ship thus emerges between the lyrical I and the land of Israel." The reciprocity between the autobiographical and the poetic becomes even more marked in the German version of the poem, in which the declarative first line from the English version ("I have never been in Jerusalem") is omitted. Instead, the German version begins with the English version's second line, since in the intervening years between writing the poem in English and translating it into German Auslander did in fact make a trip to Israel. Finally, the poem "Jerusalem," in its many drafts and versions, serves as a reminder of the ways in which translation and repetition point to the ever-provisional status of language in Auslander's work, where the poetic landscape is characterized by translation and by the echo of both what the poet hears and sees and what she cannot grasp or experience: "I have never been in Jerusalem?' Jerusalem is the cipher for the Czernowitz that is both a source of nostalgic longing and a site of absence and emptiness.
The displacement of Jewish longing from Czernowitz to Jerusalem and the displacement enacted through translation in the "Jerusalem" poems suggest, at times, contradictory meanings of each place. At the same time that Jerusalem is the place of Jewish identity and longing, it remains elusive, a place of the imaginary that "swings?' that is conjured through closing the eyes and through aroma. Similarly, the multiple meanings of Czernowitz for Auslander bear closer scrutiny. The Yiddish Czernowitz poet Itsik Manger, in exile in London, wrote to Rose Auslander in English in 1947: "My dear Roisele, I am very glad that you got rid of our 'beloved' country" (Auslander, Nachlass) . Placing the word "beloved" in quotation marks, Manger adds a note of irony that undercuts any possible nostalgia for their Heimat; even more significantly, he conceptualizes this Heimat as a place the writer can, through exile, "get rid of." Yet while Manger's critical assessment of their homeland serves as counterpoint to the nostalgic, sentimental re-creations of Czernowitz and the Bukowina that were to come later, scholarship on Auslander has tended to forge a more univocal relationship between the poet and her place of birth. In fact, her poetry has become central to the nostalgic impulse identified by Menninghaus among others, in which German critics create a Jewish fairyland from the ruins of the now absent Jewish culture in Czernowitz. (Gesammelte Werke 6:348) In the poem "Bukowina III" the Bukowina is invoked with the first line, "Green Mother / Bukowina / butterflies in your hair" and the poem also contains the lines Four languages Four-language songs People who understand each other (4:130) At least seven of the poems contain the refrain "four languages" and the image of a harmonious mix of languages and people. Another poem, "Bukowina II," opens with the invocation "landscape / that invented me" and goes on the describe the Bukowina as "waterarmed" and "forest-haired" (4:72). Auslander thus inverts the images to suggest that it is the "green mother Bukowina" that produced and invented her. While expressing the received idea of Czernowitz as a center of multicultural humanism, she also conceptualizes it in a specular relationship to herself: she came into the world in Czernowitz, and Czernowitz continually comes into her. This specularity is expressed as well in a famous prose fragment from 1971 in 12
Studies in 20th & 21st Century Literature, Vol. 31, Iss. 1 [2007] , Art. 9 https://newprairiepress.org/sttcl/vol31/iss1/9 DOI: 10.4148/2334-4415.1649 response to the question "Why do I write? "Perhaps because I came into the world in Czernowitz, and because the world in Czernowitz came into me. That particular landscape. The particular people, fairy tales, and myths were in the air, one inhaled them. Czernowitz, with its four languages, was a city of muses that housed many artists, poets, and lovers of art, literature, and philosophy" (3:285) .
The nostalgic undercurrent in this often-cited fragment about Czernowitz is undercut in several of her poems from the 1970s, written after her return to Germany. In a poem from her 1974 The repetition of the word "too" signals Auslander's participation in the world of poets and also signals that the memory invoked is not just her own historical memory, but also intertextual memory, through Virgil, Goethe, Schiller. The voice of resignation, heavy with the voices of poets past, at the beginning of the poem is also a voice of postmemory, joining personal loss to earlier texts so that elegies to earlier lost Arcadias are also elegies to Czernowitz and the Bukowina."
However, in the poem "The Inheritance," from the 1975 volume Other Signs, the Bukowina is evoked as a memory in this "Aus-trian-less time," where the act of thinking about "das Buchenland" produces only the fragmented and anti-nostalgic stanza "uprooted Word / birds vanished without a trace" ("Entwurzeltes Wort / verschollene Vogel"; 3:224). Yet the "Buchenland" remains a place that the poet can summon from memory and call into text, however broken the metaphors she uses. The sudden, singular use of the German "Buchenland" at the beginning of the poem ("I think about the Buchenland") marks an abrupt change from the other Bukowina poems, in which she calls the region the "Bukowina," adding a note of nostalgia as she attempts to realign the place with its former position as part of the Habsburg Empire. In "The Inheritance" the possibility of text as ruin emerges for the first time in the series of poems; here text is "uprooted word," and metaphor and image have "vanished without a trace," replacing poetic invocation ("0 green Mother Bukowina!") and nostalgic rewriting of history found in the earlier poems.
Although scholarship on Rose Auslander has tended to cast her unequivocally as a Holocaust poet whose origin in Czernowitz is "proof" of her legible Jewishness, "The Inheritance" suggests that even within the apparently seamless construction of Jewishness in her poems, there exists an indeterminacy of Jewish history and Jewish identity vis-a-vis the Bukowina. In other words if-for contemporary German-Jewish discourse-Czernowitz is an idealized cipher for the absence underlying the fervor of memorialization of past Jewish life, these moments evoking the brokenness and fragmentation of place and text in Auslander's poems require a new reading/translation of the interrelationship of text, city, and ruin. As "The Inheritance" suggests the indeterminacy of place and of reading, it challenges the legibility of Jewishness in the former spaces of east Central Europe.
Both Rose Auslander's poetry and the place of her birth, Czernowitz, need to be "translated" beyond the paradigms that have created the critical impasses Menninghaus so acutely identifies; that is, the challenge of her poetry is similar to the challenge of "reading" and "translating" Czernowitz, in that both demand that we move past easy critiques of disneyfications and the quaint recapturing of vanquished Jewish life to a fuller consideration of the relationships of memory, loss, space, and text. The critical task in reading a poet
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Studies in 20th & 21st Century Literature, Vol. 31, Iss. 1 [2007] , Art. 9 https://newprairiepress.org/sttcl/vol31/iss1/9 DOI: 10.4148/2334-4415.1649 such as Auslander is to read allusively when the text does not automatically yield allusion, when it is rooted still in mimetic notions of the referent and of representability. In many of Auslander's poems the allusive, the unspoken and the not-quite-spoken, the elliptical, hover, as seen in the lines from the poem "Age," in which the difficulty of writing is proclaimed at the end of a poem that paradoxically enacts writing. Auslander's iconic status as both Holocaust and exile poet needs to be reexamined; similarly, her immense body of work poses a problem for the literary scholar in that many of her poems are deceptively simple and often quite banal expressions of loss and hope. The critic must resurrect questions of valuation that have long since been buried to read into the banality of countless lines of poetry an indeterminacy of meaning. The banality of Auslander's poetry expresses the banality of grief: the echoes and repetitions, and the centrality of translation within the oeuvre provide points of entry to rethink the relationship between poetry and banality amid the shifting configurations of the meaning of Czernowitz. 
